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La Salle College Art Gallery 
September-October, 1978

This special exhibition concludes the display of a representative 
selection of art works from all the major media in the La Salle Art Gallery 
which (for reasons of limited space and conservation considerations) are not 
on permanent display: rare Bibles, drawings, prints, and watercolors, from 
the 15th century to contemporary times. Although these items are not 
visible they are available for viewing in the Print Study Room on request 
and it is strongly urged that this very significant part of the collection 
not be overlooked.
To gain an understanding of the expressive powers germane to a water- 
color, an explanation of the medium is essential. Briefly, the technique 
involves painting with pigment which has been ground up with a water- 
soluble gum, usually gum arabic, which acts as a binding material and is 
referred to as a colloid. Without this colloid the pigment would not adhere 
to the paper. Using a very soft brush which has been previously dipped in 
water, the pigment is applied to absorbent paper in a varied manner: 
flecks, dashes, stipple, or as a wash in one continuous stroke. The water 
is an essential ingredient and the only vehicle for the pigment rather than 
oil. The more water used the paler and more transparent the colors.
The substance used as a colloid in the pigment determines the type of 
water-soluble, color painting of which watercolor is one variety. If the 
colloid is the white and yolk of egg, the process is called 'tempera 
painting', if gelatinous or glutinous material from animals is used, 
the process is called 'distemper' painting. It is very difficult to 
differentiate between these processes and when in doubt the medium is 
cautiously described as 'opaque water-soluble color painting'. Each process
employs color washes which are opaque (see No. 1A), whereas in watered or 
the washes are transparent.
Because watercolor is transparent or semi-transparent, the white or 
tinted surface of the paper is never entirely covered. This permits light 
which is reflected from the paper surface to shine through the thin color 
washes, producing the effects peculiar to the medium: fresh luminous colors 
and brilliant, vaporous or subtle gradations of tone so effective in 
rendering nuances of atmosphere.
The trial and error approach or re-working of the composition, 
permissible in an oil painting, is not appropriate to watercolor where 
best results are obtained by anticipating the color effect before it is 
applied to the paper. Efforts to darken, lighten or mix colors after they 
have been applied often lead to dull and muddy tones. Of course colors may 
be superimposed without loss of light penetration, but each color layer 
decreases the luminousity. The greater the thickness of the pigment, the 
less light is reflected through it. To make a dark color lighter it must 
be washed down to allow the paper to reflect more light.
To decrease the transparency of a color wash to achieve contrast or 
highlight certain areas, the artist may thicken the pigment with Chinese 
white material called 'gouache' or 'body color.' (See No's. 4, 5, 10).
If no opaque washes are used, the work is usually referred to as 'pure' 
watercolor where light reflected from the paper surface through the color 
washes provides the sole illumination.
In most cases the outlines of a watercolor composition are executed 
in pencil, chalk, and/or pen and ink before the color is applied. In many 
instances these outlines are barely discernible and the work takes on a
painterly rather than linear quality. Form is more apt to be defined 
through color and tone in a watercolor rather than line.
Sometimes the artist will sketch the composition in situ and later 
apply the watercolor back in the studio. The more customary procedure, 
however, keeping in mind the portablity of the painting equipment, is to 
execute and complete the watercolor on the spot. Such a direct observa­
tion, along with a rapid and spontaneous execution, imparts a sense of 
immediacy and accurate rendition of local color.
One sees only a sparse use of watercolor in the 15th through 17th 
centuries. Related to watercolors were the old master drawings which 
were partially executed with a brush, using flat tints of sepia, bistre and 
various color washes to effect light and shade and/or provide highlights. 
However, such watercolors and wash drawings were usually executed as pre­
liminary studies or instructional guides for works to be produced later in 
another color medium such as oil painting, tapestry, or costume.
(See No. 1 and marked reproductions in Books 1 and 2.) Thus, until the 
18th century, watercolors, with rare exceptions such as those by Albrecht 
Durer, were considered a minor by-product of a major production.
It was not until the 1750's that the English brought 'pure' watercolor 
into frequent use, producing works intended as finished works of art, and 
thereby raising its status to an independent medium. From this time forward 
some artists have worked solely in watercolor or on an equal basis with oil 
paintings (See marked reproductions - Book 3, 4, 5).
As the majority of watercolors in this exhibition are by English 
artists, their large contribution in this area deserves special mention.
An idea of the expressive powers and wide range of style which they gave
to watercolor are demonstrated in precise landscape recordings, such as 
No. 3, the more romantic, almost semi-abstract works of J.M.W. Turner 
(see marked reproduction in Book 4) and the imaginative visionary style of 
such artist-illustrators as William Blake (see marked reproduction in 
Book 5).
The English penchant and resulting prolific production of watercolor 
landscapes in the British Isles was indirectly encouraged by the French 
Revolution and Napoleonic Wars which greatly reduced travel to the Continent 
until 1816. This left the English content to explore and take advantage of 
the picturesqueness of their own surroundings. Frequently both tourists 
and artist alike sought the generalized poetic and sublime description of 
their landscape which, incidentally, has its parallel creations in the field 
of poetry and music. Because of this attitude, the topographical accuracy 
of a particular scene may in certain cases be justifiably questioned.
The popularity of such watercolor images brought forth their reproduction 
for the many to enjoy in travel books illustrated with colored steel 
engravings, etchings and aquatints. (See No. 8). When European travel was 
again made possible, scenes of the Middle East, Egypt and India became 
increasingly popular.
The prolific output, the apparent relative ease and impromtu manner of 
watercolors are misleading factors which have all contributed to their 
comparably inferior status. It is hoped that this exhibit will serve to 
foster an appreciation for a medium which in the past and even today 
undeservedly dwells in the shadows of the more obvious and prestigious 
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Catalogue
1. Thomas Hovenden (1840-1895), Irish
A Farm in Co. Cork 
Watered or
(Sight) 20 x 25 ins. 76-D-101
2. Francesco Zuccarelli (1702-1788), Italian
Landscape With Castle 
Pencil and brown wash
9 3/4 x 9 1/2 ins. 72-D-19
2a. Anonymous Indian Painting
Rajput, Jodhpur, Late 18th Century
Maharajah Abhai Suigh of Jodhpur Snorking 
A Hookah As He Rides A Brown Stallion
Water-soluble opaque color painting (Gouache)
11 3 / 4 x 9  1/2 ins. 0-1977-4
Anonymous Loan
3. Edward Dayes (1763-1804), English
Norwich Cathedral 
Watered or
(Sight) 5 1/4 x 8 1/4 ins. 76-D-95
4. John 'Warwick' Smith (1749-1831), English
Approach to Pont Aber Glasl.yn From Tan y Bwlch, 
Caernarvonshire, Wales. July 16, 1792
Watered or
5 1 / 4 x 8  5/8 ins.
5. Samuel Prout (1783-1852), English 
Rouen Cathedral
Watercolor, pen and brown ink with touches of body color (Gouache) 
(Sight) 13 5/8 x 9 ins. 78-D-l23
6. William Wood Deane (1825-1873), English
A View of St. Paul's Cathedral From Across the Thames 
Watercolor with touches of bodycolor (Gouache).
22 1/2 x 18 1/16 ins. 76-D-93
7. William Payne (c. 1760-after 1830), English
Waterfal1 at Tivoli, 1819 
Watercolor
10 1/4 x 15 3/8 ins. 76-D-92
8. Engraved by Charles Turner (1774-1857), English
After a watercolor by Thomas Girtin (1775-1802), English
"Rainbow. A Scene on the River Exe, Devonshire"
Illustration to Gems of Art, Plate 4. Published by W.B. Cooke,
9 Soho Square, London, May 1st, 1823.
Hand colored steel engraving with mezzotint ground.
(Plate) 6 7/8 x 10 1/2 ins. 78-G-284
9. Francois-Marius Granet (1775-1859), French
Qtrts
Entrance to the Captuchin Cloister, Rome "
Sepia wash and watercolor
95 x 140 ins. 76-D-75
10. Guillaiime-Sulpice Chevallier, called Gavarni (1804-1866), French
Le Cambrioleur (The Burglar), 1841
Pencil and watered or with touches of gouache.
8 1 / 2 x 6  3/8 ins. 72-D-24
11. Jean-Baptiste Marechal (1730-1803), French
View of a Park Near Paris, c. 1780 
Watered or and gouache
(Sight) 14 1/2 x 21 ins. 74-D-55
12. Ebenezer Wake Cook (1843- ), English
St. Clement's Chapel, St. Marks, Venice 
Watercolor
10 x 6 1/4 ins. 76-D-77
13. Luigi Loir (1845-1916), French
A South Italian Town 
Watercolor and gouache
6 7/8 x 5 ins. 76-D-78
14. Sir Frank Short (1857-1945), English
The Zeider Zee, Holland (unfinished study for an etching) 
Pencil and watercolor
8 1/2 x 11 3/4 ins. 77-D-109
15. Alexis Gritchenko (1883-1977) Ukranian/French
Palais Du Roi Minos, 1923 
Pencil and Watercolor
11 x 15 ins. 73-D-48
16. Richard Seddon (Contemporary), English
Merligen on the Thundersee from Spiez, Switzerland 
Pen and ink and watered or, highlighted with gouache. 
(Sight) 21 x 25 ins. 76-D-91
17. Marguerite Zorach (1888-1968), American
Figures and Autumn Trees, New Hampshire, 1915 
Watercolor
(Sight) 13 1/4 x 9 3/4 ins. 73-D-44
18. S.R. Badmin (Contemporary), English
Hunt Going Home, Egdean 
Watercolor
5 1/16 x 8 3/8 ins. 76-D-99
19. Wilfred Fairclough (Contemporary), English
Volterra-Porta Pocciola, Italy 
Watercolor
(Sight) 8 x 10 5/8 ins. 76-D-98
20. Charlotte M. Halliday (Contemporary), English
The Knights of St. John, 1976 
Watercolor and gouache
(Sight) 16 1/8 x 11 ins. 76-D-97
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